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THE ART AMATEUR. 



it is necessary to have a sharp stiletto with which the 
gold thread may be pushed through the ground at the 
beginning of the work. The end needs to be very firmly 
secured with several close stitches, or it is apt to slip 
afterward and spoil the work. A pair of surgeon's 
tweezers are also almost a necessity. They serve to turn 
the gold at the ends of the rows and to hold it in its 
place, while the right hand is employed in stitching it 
down. Many ladies also prefer the fine bent scissors 
which surgeons use to any others, and they are no doubt 
extremely convenient, besides being of better steel than 
any mere embroidery scissors. 

The difference between the gold thread known as 
" passing" and the Japanese and Chinese gold so much 
used in modern embroidery has already been pointed out. 
In using the latter it is always necessary to keep giving 
it a twist with the left hand to prevent the paper with 
which it is made from unwrapping. The gold itself, being 
perfectly pure, does not tarnish, but the purchaser of this 
gold should be always satisfied by actual chemical test 
that it is genuine, as the imitation which has lately been 
brought into the market cannot be detected in any other 
way. It has, however, no gold whatever about it, and 
tarnishes even with the heat of the hand during use. 
Where pure Japanese gold thread can be obtained, it is 
to be hoped that no embroideress will use imitation golds. 
However they may be lacquered — and the worker may 
be led to believe that they are so protected — they are 
rubbish, cheap and worthless, and it is absurd to waste 
labor on them. 

Some of the stitches to be described in the next chap- 
ter can only be executed in passing, as the gold thread 
itself must be drawn through the material, of which the 
paper-covered gold thread will not admit. All the stitches 
already described, and many others, however, can be 
worked in Japanese or Chinese gold thread. 

The beautiful gold work of the antique ecclesiastical 
embroideries — although some of it is seven hundred years 
old — is as bright as when it left the hands of the worker. 
It is. of course, all pure gold, some of it actual wire made 
of the precious metal and some manufactured into a close 
thread with silk. In either case it could be freely passed 
backward and forward through the ground, like any other 
thread. 

There is no question whatever about the superiority of 
passing over paper gold. It is sold by the weight, and 
has this advantage, that however old and worn, old gold 
thread can always be sold at the current price of gold. 
The embroideress, therefore, who wishes her work to 
last and be beautiful forever, wHl use the pure gold pass- 
ing, but for the beginner, as well as for those to whom 
the great expense of gold is a consideration, the modern 
gold thread of China and Japan will serve very satis- 
factorily. L. Higgin. 
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NOTES AND HINTS. 

To photograph silverware is somewhat difficult, 
owing to the white or frosted parts impressing the sensitive film 
before the burnished portions, which in silver, under certain con- 
ditions, are practically black. But if the burnished portions be 
dulled, much of the difficulty vanishes. One method of dulling 
the surface is by dabbing the burnished or excessively bright 
parts lightly but evenly with a piece of glazier's common putty. 
Afterward the putty is easily removed by brushing it over with 
clean, dry whiting or, better still, precipitated chalk. If the 
putty itself is made of precipitated chalk, all chance of scratch- 
ing the surface of the silver will be avoided. A little of the 
chalk mixed with almost any kind of oil will answer. 

ARTICLES which do not require much handling, may 
be gilt quickly without a battery as follows : One part of chloride 
of gold and four parts cyanide of potash are dissolved in boiling 
distilled water, and the gilding fluid is ready; the articles are 
hung into this hot solution, tied by a fine copper wire to a strip 
of zinc, scratched clean, and left in it for a few minutes. 

TO prevent silveovare from tarnishing, paint it with a 
soft brush dipped in alcohol in which some collodion has been 
dissolved. The liquid dries immediately and forms a thin, trans- 
parent and absolutely invisible coating upon the silver, which 
completely protects it from all effects of the atmosphere. It can 
be removed at any time by dipping the article in hot water. 

Workers in water-colors know well the delightful 

stage when their paper, after being damped, is only just not 
dry ; when washes work freely and evenly, dry slowly, and allow 
a little time for thought. They know how short is the duration 
of this happy condition, especially in open-air sketching on a 
sunny day. Mr. Stephen Clift, with the " Balneograph," makes 
it last as long as the painter chooses. The apparatus consists 
simply of a japanned metal tray about half an inch deep, having 
the edges turned over about half an inch, so as to form a trough 
round three sides of the tray. A sheet of extra thick blotting 
paper is laid at the bottom of the tray and thoroughly wetted. 
The superfluous water is then poured off, and the paper on which 
the painting is to be done is then wetted and laid carefully upon 
the blotting paper so as to be in contact with it throughout. If 
now the tray is set on edge, and the water kept standing in the 
trough, the blotting paper will remain soaked, and keep the pict- 
ure damp. All who like " working wet " will, no doubt, find the 
Balneograph a boon, and many amateurs may be saved from the 
anxious haste that often spoils a sky, for instance, from the fear 
of hard edges and patches. " We have found by experience," 
says The (London) Artist, "that the paper is kept in capital con- 
dition, not too damp, but just damp enough, and we heartily 
commend the apparatus to the notice of water-colorists." 



TAINTING " HILDA " IN MINERAL COLORS. 

MRS. J. A. W., Tacoma, W. T— To paint in mineral 
colors Miss Rosina Emmett's design, " Hilda," published in The 
Art Amateur for last January, make the sky blue, deeper overhead 
and growing lighter and warmer toward the horizon. The doves, 
which are white and gray, flutter in front of the window arch of 
gray stone. The girl, " Hilda," who is tending the lamp while 
feeding the doves (as recorded in Hawthorne's " Marble Faun "), 
wears a dress of pale yellow, very gray in quality. The walls are 
of gray stone, and a deep red vase, holding a white lily, stands under 
the brass lamp and white marble Virgin. In painting the sky use 
sky blue. The dress is washed in with mixing yellow and shaded 
with a very little gray. For the walls use dark brown. Paint the 
vase with deep red brown) shaded with iron violet. In painting 
the white lilies leave out the lights, and shade with a gray made from 
ivory black and sky blue, adding a little ivory yellow in the 
warmer parts. To paint the hair, which is dark reddish brown, 
use sepia. The complexion is laid in with ivory yellow and flesh 
red No. 2, using a double quantity of yellow and blending the 
tones in finishing. To paint the brass lamp use jonquil yellow 
shaded with brown green. The doves are painted, some with 
dark brown in different shades, leaving out the lights, and others 
with ivory black and sky blue. 



judge whether there is the proper amount of each color to produce 
the tint wanted. This wash must be put on thin and lightly, using 
the larger brush well filled, beginning at the parting of the hair, 
and continuing over the face and neck ; no care need be taken 
that it should not go over the background, collar, and dress, as 
after the second flesh-wash is also applied, and both are quite dry, 
all that is superfluous can be removed ; also wash the hands and- 
any part of the flesh shown in the same way. Unless passed over 
the portrait quickly the wash will look blotchy or streaky. Let 
this become thoroughly dry before using the second flesh-wash, 
which is pink madder alone, very thin, and put on with extreme 
lightness, so as not to disturb the color beneath, or it would give 
a scarred look. 



AN A UTUMN LANDSCAPE. 

Y. Z., New York. — The charcoal-drawing by AllongS 
may be done in oil or pastel according to the following scheme of. 
color, which will be equally suited to both. The scene represents 
the woods in early autumn. The background is light hazy gray 
green, with some warm touches suggesting the changing season. 
A little bit of blue sky is seen over the tops of the distant trees 
and breaks through the branches higher up. In the middle dis- 
tance, the foliage is a warmer green with brighter red and yellow 
touches. The bare, straight tree trunks are relieved against the 
gray background, and, though much darker in value, are yet quite 
gray also. The large dead tree in the foreground stands out 
strong and dark against the sky and distant landscape. Make this 
tree rich and warm in the shadows, but rather gray than brown in 
the lights. In the immediate foreground the bushes are hung 
with yellow and brown leaves, while the short grass is a very 
warm green and some of it is dried up and yellow. Make the 
path reddish yellow in the foreground, becoming grayer and cooler 
in tone as it recedes into the distance. To paint this in oil colors, 
use for the sky, cobalt, white, a little light cadmium, a little 
madder lake and a little ivory black. Make the blue lighter and 
warmer in quality where it meets the tops of the trees, letting the 
darkest blue be overhead. For the distant gray green trees, use 
cobalt, white, light red, ivory black and a little yellow ochre. In 
the cooler touches substitute madder lake for light red. In the 
greens of the middle distance, use cadmium in place of yellow 
ochre and add raw umber in the shadows. For the foreground 
grass use Antwerp blue, white, light cadmium, vermilion, and 
ivory black. In the shadows use burnt sienna, light cadmium, 
white, Antwerp blue, ivory black and raw umber. Paint the tree 
trunks of the middle distance with ivory black, permanent blue, 
or cobalt, white, madder lake, raw umber, and light red. The 
large tree in the foreground is painted with raw umber, white, 
ivory black, burnt sienna, and a little permanent blue. The 
yellow grass with yellow ochre, raw umber, burnt sienna, white, 
and ivory black. For the road, use light red, yellow ochre, white, 
raw umber and ivory black. 

As to giving the equivalent colors in pastel, we would say that the 
whole system of pastel is so different from oil painting that it is 
impossible to do what you ask. The pastels come in every con- 
ceivable shade of color and are not made by mixing two or three 
together as in oil. For instance, instead of mixing blue, yellow, 
white, red, and black, to make a certain tone of green, you 
select from your box exactly the shade you want and rub it on the 
paper. The colors may be qualified somewhat by rubbing others 
over them, if too light or too dark. 



TAINTING TULIPS IN MINERAL COLORS. 

Edna, Lynn, Mass. — The treatment in mineral colors 
of the tulip design published last June (Plate 442) is as follows': 
For the partly hidden flower at. the top use jonquil yellow, putting 
on two coats of this color on the inside of the petals and but one 
on the outside. Brush on this color in broad touches, so as to 
give deep tones on the edges of the petals, leaving the paler color 
in the high lights. Shade the flower with brown green, used 
delicately on the inside of the flower and in stronger color on the 
outside. The flower on the top may be painted in orange yellow 
in the same manner as the first one. The cluster of petals should 
have the same coloring and deeper shading of brown green, mix- 
ing with it a little ivory black. On the outside of the petals touches 
of orange red may be placed, as indicated by the shading in the 
design, if desired. The color will need to be used in its full 
strength if put over the yellow, and to insure a deep tint erase the 
yellow from the china before putting on the red. Shade over 
both yellow and red with the brown green. The other three 
flowers may be painted in reds, using orange red for one and 
deep red brown for the other two. In painting with orange red 
use the color in medium strength for the first wash, and in putting 
on the second let the color be deepest at ■ the base and the edges 
of the petals. Shade with brown green. A little brown No. 17 
may be added to deep red brown for a few dark touches. Around 
the stamens leave a patch of yellow, which may be shaded with 
brown green, and with brown green and a little black added where 
gray tints are desired. When using deep red brown put on a 
medium wash, then add the color stronger for the broad touches 
of the second coat. For the high lights erase color from the 
china, and put on a broad touch of pale color, made by mixing a 
very little deep blue with deep purple. For the stems mix deep 
blue with grass green, adding a very little black. The color 
should be somewhat pale and of a greenish gray. Use the same 
color for the leaves, adding a little deep purple to brown green for 
shadows on leaves in perspective, and using brown green alone 
for shading grasses, stems and other leaves. Mix deep purple 
with ivory black for the stamens. Outline with deep purple and 
brown No. 17, mixed in equal proportions. 



FLESH TINTS IN PHOTOGRAPH COLORING. 

J. B., Cincinnati. (1) Avoid the aniline colors sold in 
bottles, which are harsh and fugitive. Goto some responsible 
local dealer in artists' materials, like Emery H. Barton, opposite 
the Arcade, and ask for the best water-colors, either moist, in . 
little pans, or in cakes. (2) Supposing that you are using the 
latter, for the first flesh-wash put two drops of water on the palette, 
and rub down raw Sienna, close to it the same quantity of Naples 
yellow, and a third patch of pink madder,. but about as much 
again of this as of the other two if for a tolerably fair skin, and 
the fairer the complexion the more pink madder ; should the 
complexion be very dark, add a little Vandyck brown. With the . 
brush mix all these together. A little practice will enable you to 



• EMBROIDER Y HINTS. 

Arachne, Troy, N. Y. — (1) Arrasene is a species of 
worsted chenille, but is not twisted round fine wire or silk, like 
ordinary chenille ; though it is woven first into a fabric, and then 
cut in the same manner. It serves to produce broad effects for 
screen panels, or borders, and has a very soft, rich appearance 
when carefully used. It is made also in silk ; but this is inferior 
to worsted arrasene, or the old-fashined chenille. (2) You might 
take your color scheme from the following description of a piece 
of silk embroidery in which it was charmingly carried out : The 
ground was bronze green satin; upon it were worked sprays of 
convolvulus springing from a vase of gray satin ; the convolvulus 
flowers were white, edged with a pure blue — not the purplish blue 
of the natural flower, for that would not have harmonized so well 
— and yet there was nothing unnatural in the effect of the color. 
The leaves were of yellow and gray greens, and the stalks a 
brownish green. Then, to give warmth and life, some sulphur, 
butterflies hovered over the garlands. Thus, though in the color- 
ing of the design the component parts only of the bronze green 
ground were used, the effect was perfect. This piece of work was 
for the front of an upright piano, and its quiet cheerfulness re- 
placed with admirable effect the usual unmeaning fretwork lined 
with silk of some raw color. 

B. S. T., Brooklyn, N. Y— The transfer of old em- 
broideries on to a new ground is usually done by applique. In. 
transferring old needlework, it is necessary to cut away the ground 
close to the edge of the embroidery. It is then placed on the 
new material, which has been previously framed and the outline 
tacked down. The best way of finishing is then to work in the 
edges with silks dyed exactly to match the colors in the old work. 
If properly done it is impossible to discover which are old and 
which new stitches, and, except by examining the back, that the 
work has been transferred at all. Embroidery transferred in this 
manner is as good as it was in its first days, and, in many cases is 
much better, for time often has the same mellowing and beautify- 
ing effect upon embroideries as upon paintings. 



" THE FIGHTING GLAD I A TOR. " 
A. F., Elizabeth, N. J.— The "Fighting Gladiator " is 

not a gladiator at all. The heroic nudity of the figure shows it to 
have been a work of ideal character, probably dedicated to a 
legendary celebrity. Thiersch thinks it may be Achilles contend- 
ing with Penthesilea the Amazon. Differing^from other antiques, 
which are complete in themselves, this figure needs many acces- 
sories to explain its action. We must imagine an opponent on 
horseback, to which the intense upward gaze of the hero is direct- 
ed ; and fancy must-supply too, the sword in the right hand, and 
the shield, of which only the strap remains around the left arm. 
This splendid piece of work is signed " Agasias, son of Dositheus 
the Ephesian," and it is probable that it is not the copy of any 
other masterpiece, but an original conception. It is the only 
antique athlete represented in what moderns would grant to be 
" fighting condition." Its lean, sinewy tension is admirably ex- 
pressive. The period of its sculpture may probably have been 
about 400 B. c. It was found buried in the sea-coast sands at ' 
Antium, near the palace of the Roman emperors, on the spot 
where, a century earlier, the Apollo Belvidere was found. A 
whole family of Ephesian artists seems to be indicated in the 
name of Agasias, so common on antiques — a family finally extinct, 
perhaps, in Roman subjugation, with that Agasias of Delos who 
lived a hundred years before our era. The u Fighting Gladiator" 
became the property of the Borghese family. Napoleon bought 
in 1 808 the collection of antiquities in the Borghese villa, 255 in 
number. The " Gladiator " is now in the Louvre. 



' ENDOLITHIC" 



Brampton, Montreal. — " Endolithic " is an invention 

of Dr. Hand Smith, an Englishman. It has not been introduced 
into this country, and we cannot speak of it from personal knowl- 
edge. Cassell's Family Magazine, in mentioning " Endolithic " as 
furnishing a ready mode of duplicating pictures for house decora- 
tion, says : " Suppose, for instance, that you resolve to have two 
panels of marble let into the sides of your mantel-piece ; you will 
paint the design on the surface of the marble, send it to undergo 
the ' driving-in process,' with instructions that a cross-section is 
to be cut off, and, without farther trouble, you have your paint- 
ing and the duplicate. And this slicing off can be repeated, the 
picture remaining indestructible as far as the color has been al- 
lowed to sink in ... . If a tube of color is turned upside down on 
a block of marble, and left so for a sufficient length of time, the 
color will penetrate straight through the whole depth ; after that 
no more color will leave the tube, for it will not spread outward 
beneath the surface." 

A MEDIUM FOR FLORENTINE COLORS. 
Sir : Is there any sizing which will work well if mixed 

with the Florentine fresco colors manufactured by Devoe & Co. ? 
Some of the colors flake off if used alone. I have tried gum 
arabic, but it makes the paint look streaked when dry. 

M. T. O., Williamsport, Pa. 
A thin solution of gum arabic water or white glue size Will 
answer the purpose. The gum arabic used was probably too 
thick, which caused it to be streaked. 



"PRIMING" IN SCENE PAINTING. 

T. S. T., Boston. — (1) Before the operation of " prim- 
ing " your canvas should have received a coating of size. Use the 
best double size, melting it in a kettle with a little water ; watch 
it and stir it occasionally, but do not let it boil. Brush it well in- 
to the canvas. When it is dry, apply the priming with a broad 
whitewash-brush. This is whiting soaked in water until it looks 
like thick white mud, to which is added strong size until the con- 
sistency of the mixture is that of cream. (2) Unless the canvas 
is very rough in texture, one priming will be sufficient. 



WATER-COLORS FOR CHINA PAINTING. 

H. T., New York.-^The following directions forusing 
Hancock & Sons' Worcester moist water-colors for painting on 
china — they may also be used 0.1 paper, silk or velvet — are furnished 
by the manufacturers themselves : Take out of the pans or tubes 
the colors required and pU.ce upon the palette, mixing with them . 



